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The Composer Connection 



Tradition meets the future at the 

composer-oriented Music Forever 



A nthony Marinetti's Music Forev- 
er project studio has been de- 
signed around the composer s 
own approach to creating music for 
films and television. 

“1 do whatever fits the scene," says 
MarinellL “If it needs to he sequenced. I'll 
do it that way. But I'm comfortable writ- 
ing notes on paper, too. Or sometimes Til 
bring some musicians In arid just impro- 
vise, Some of my best themes have devel- 
oped that way. Within one score, I might 
use three or four different methods/" 
Manned i and his longtime engi- 
neer, Mark R, Curry, bring an dement of 
pop music production to their film 
scores and TV ads. Over the past two 
decades, their open-ended, eclectic ap- 
proach has served them well on film 
projects that include Leaving las Vega$ t 
Two Days in the Valley, YoungGum, in- 
ternal Affairs, and the new |ulia Sweeney 
film, God Said Hal They've just finished 
work on The Runner, starring Courtney 
Cox and John Goodman. 

“The standard film procedure is 
that you go in and cut everything at the 
same time on a sound stage/' says 
Marinelli. T like doing that, but a lot of 
things need more attention to detail — 
rhythm sections among other things. So 
it's nice to have a studio where you can 
approach a score like a record and lay- 
er things and evolve the whole project." 

‘ We do a lot of different styles of 
music/' adds Curry. M Rut the common 
denominator is that we tend to do it like 
a record. Because that's the world we 
both come from, ' 

Marinelli started out as a synt bests t 
and songwriter. By the early Ttds, he'd 
built a home studio based around a 3M 
M79 24-track machine in a small build- 



ing in the back yard of his parent's 
house in the Los Angeles area. He 
made the transition to film work by do- 
ing arrangements for other composers. 
Before long, he was taking on his own 
film projects, 

H The first time 1 did a movie, Blue 
Thunder, I thought that frame clicks 
were fractions of a second," Marinelli 



laughs. “1 worked for a month that way. 
Luckily I had four or five months on the 
movie to figure out the mistake I'd 
made. Thai was a good way to learn," 
Curry/, wht/d been working at 
Larrabee, one of L.A.'s top record stu- 
dios, had been friends with Marinelli 
since the late 70s. He began to collab- 
orate with his old school pal, bringing 
his technical expertise to the partner- 
ship. By 1986, I heir business had out- 
grown mom and dad's backyard, and 
they set up shop at the current Music 
Forever headquarters on Highland Av- 




PIANO MAN: Composer Anthony Marinelli approaches scoring as he would a 
record, and uses his studio to concentrate heavily on things like the rhythm section. 
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enue between Sunset 
and Hollywood 
Boulevards, right 
across from Holly- 
wood High School — 
a prime Filmland site. At first, Marine!- 
li leased 1700 square feet on the first 
floor at 16G6 N. Highland* But he has 
gradually expanded and recently pur- 
chased the entire building. An upgrade 
is near completion that will make Mu- 
sic Forever a three-story, 3800 sq. ft, 
complex with multiple studios, com- 
poser rooms, offices, and lounge space. 
But, as always, the heart of the facility is 
the first floor studio where Marinelli 
works. The studio was designed by 
Brett Thoeney of BuTo Design and 
constructed by Mark f urry himself. 
The main recording space is roughly 45 
by 20 ft,, with 16 ft. ceilings. “We can get 



about 12 string players in there,'' says 
Marinelli, Tlus there's a second room 
that can fit three to five musicians/' 
t he control room houses a Sony 
3324 digital 24 -track recorder, a 24- 
(stereo) channel Euphonix CS200/CS1 1 
console with total recall and Marinellfs 
MIDI sequencer setup, The latter is 
based around Logic software running 
on a Mac that's locked to 3/4-inch video 
worktapes via a Time Line Lynx, The se- 
quencer commands an array of tone 
modules that includes a Syndavier II, 
Korg MIR, Yamaha DX7 and YC30, a 
Roland MKS-20, two Roland 1080's, and 
15 Roland 760 samplers, 

The samplers are loaded w ith or- 
chestral sounds GO percent ot the time," 
says Marinelli. T use one 760 per in- 
strument in die orchestra - like 760 
Number One is violin, 760 Number Tw o 



is viola, and so on, all the way down 
ih rough (he woodwinds and English 
horn. I'm pretty well set up with music 
printing, so once the score is complet- 
ed, we can go to the scoring stage and 
replace all that stufr with a real orches- 
tra. But the samplers are good to have as 
a mock-up so the director can hear the 
music, and so that we don't have to get 
slowed down on the scoring stage be- 
cause die musicians don't know what 
it s supposed to sound like/' 

The control room is designed so 
that composition, recording, and mix- 
ing are alt part of one integral process. 
Ell stop in the middle of composing 
something and we'll do some record- 
ing, " says Marinelli. "Or I II walk away 
for a while and let Mark mix the cue, 
saying T don't know what else this 
needs. Mix it/ And his mix will help me 




KEEPING IN CONTROL: Engineer Mark Curry helped construct the control room, which is designed to 
handle composition, recording, and mixing. 
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realize what else 
needs to be added." 

The Euphonix 
console design, which 
offers six inputs per 
channel, greatly assists the process, 
according to Marinelli: "You need a lnt 
of inputs to work this way. It's not un- 
common for us to fill up 24 tape tracks 
and have a lot of M I DT stuff running live, 
although a lot of that often gets elimi- 
nated in the final mix." 



Cony 8, adds that the Euphonix total re- 
call automation system helps keep the cre- 
ative process fluid: “Each cue am grow with 
the film. You don't have to finish a cue, pur 
it away and then go on to the next one. Of- 
ten, when you do that, you get to the end 
of the ft Im and go hack to that first cue you 
did and discover, 'Gee, the re verbs are a lot 
longer than what we re using now, I wish 
we had done it differently,' With the Eu- 
phonix, you can call the cue up and 
change whatever you want, it's very easy to 
switch between cues. So tire whole process 
becomes more progressive. Doing a film is 
a journey. I don't know exactly how J want 
it to sound when Em starting of! with a film. 



It kind of takes you along with it. " 

Music editor Terry Wilson works 
closely with Marine! li and Curry when 
they're doing a score. An upstairs mul- 
tipurpose room is equipped with a 
Digidesign Pro Tools system that Wilson 
uses. Digital editing becomes especial- 
ly intensive and crucial when Marinel- 
li does more free -form, improvisation- 
al cues with live musicians. 

“If the music is supposed to be flu- 
id, sometimes it sounds terrible if you 
use a click track, " says Currv. M We try 
and give the musicians the freedom to 
play and not be so constrained by tem- 
po. Afterwards, we may have to fix a few 
things with digital editing. Like maybe 
the guitarist played a great lick, but it s 
two frames late, Ed much rather go in 
there digitally and move that great per- 
formance than say, 'Okay, let s punch in 
again, 'cause you were late. 1 So we're 
trying to use Lhe technology we have in 
the most creative way possible," 

The next logical step, Curry feels, will 
be a move to a hard-disk recording sys- 
tem, which would eliminate the need to 
transfer back and forth between the 3324 



and Pro Tools: "When you work on films, 
you want to have a thematic, cohesive 
thread to the music," says Curry. “You may 
have a theme that you want to repeat in 
several different scenes — almost the 
same music, but with a different arrange- 
ment, It would be great to have all the mu- 
sic on hard disk, because you could take 
just the rhythm track and bass from your 
theme, for example, slip it to another 
scene, look at it against the picture, and 
see what else is needed. This wav T the mu- 
sic has a thematic thread. You're almost 
using some of the same performances, but 
you're varying them, A hard-disk recorder 
is great for that. So we're very strongly con- 
sidering going that way. " 

N I started out working with a lot of 
different composers." says Marinelli, 
'and i learned a lot of different ways of 
working. They all yield different re- 
sults, and I feel comfortable going from 
one to another. When you're doing 
hours of music, it can be a task not to re- 
peat yourself. So it helps to change your 
method. Each different approach will 
lead you in a different direction, bring- 
ing up new choices, new colors," 
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